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热巴艺人的演出周期长短不一，短至 6 ～ 8




















































































































































































































































































































































































藏境内 57 个县、近 74 万人口参与到此次改革中
来。至 1960 年 10 月，共没收、赎买农奴主土地

















































































































































































结构出现松动。2015 年文化部启动针对 300 名
年满 70 周岁及不满 70 周岁但体弱多病的国家
传承人抢救性记录工作。2016 年起，中央财政
调升国家级非遗代表性传承人补助标准至每人
每年 2 万元［8］。2016 年 3 月西藏自治区全面开
展了针对高龄非遗传承人的抢救性记录工作，
以数字化全媒体的方式系统记录了传承人技艺















































































截至 2014 年 6 月，“西藏有非物质文化遗
产项目近 800 个，68 名传承人被认定为国家级
非物质文化遗产项目代表性传承人，323 个项目
和 350 名传承人入选自治区级名录”［10］。其中
国家级热巴传承人 2 名，自治区级热巴传承人 3
名，分别是旦增曲塔(丁青热巴)、扎西曲珍(丁
青热巴)、嘎鸟(那曲比如丁嘎热巴)⑦。除此之
外，根据昌都地区 1990 年统计数据［11］(P． 795)，另
有察雅烟多热巴、八宿热巴、类乌齐噶托热巴、
边坝果钦热巴、洛隆热巴、左贡察瓦龙热巴等近
10 个流派的代表性热巴艺人 39 名。这些艺人
均有流浪卖艺经历，是活跃于民间的传统热巴
艺人。其中，男性居多，女性偏少，年龄集中于
56 至 60 岁区间段。丁青县热巴艺人 9 名，察雅
县热巴艺人 4 名，八宿县热巴艺人 6 名，类乌齐
县热巴艺人 7 名，边坝县热巴艺人 6 名，洛隆县
热巴艺人 4 名，左贡县热巴艺人 1 名，来源地不
详 1 名。








数的 66. 67%;女性 13 人，占艺人总数的
33. 33%。艺人年龄总体分布在 56 至 70 岁年龄
段，男女艺人人数均在 56 至 60 岁区间出现峰
值，艺人整体呈现出老龄化趋势。具体观之，女
性艺人集中在 40 至 50 岁、56 至 60 岁两个年龄
区间段，40 岁以下区间(38 岁)和 75 岁区间(76
岁)各有 1 名艺人;男性艺人在各年龄段均有分
布，但没有 40 岁以下的传承人，有 75 岁以上传
承人 1 名(88 岁)。相较于男性艺人，女性艺人
50 岁以下人数多于男性，而 50 岁以上则少于男
性，年龄分布更为年轻化。另一方面，随着年龄
递增，女性人数迅速递减，并在 51 至 55 岁、66









































































人年龄最小为 33 岁，最大为 93 岁，65 岁以上传
承人 30 人，占所有传承人的 41. 6%，女性 6 人，
占传承人总数的 8. 3%;第三批传承人年龄最小
为 41 岁，最大为 86 岁，65 岁以上传承人 26 人，
占所有传承人的 46. 4%，女性 6 人，占传承人总
数的 10. 7%;第四批传承人年龄最小为 44 岁，
最大为 82 岁，65 岁以上传承人 39 人，占所有传





























































④根据 2015 年 7 月 20 日对昌都市文化局
非物质遗产办公室主任杨平的访谈整理。

















⑦根据 2014 年 6 月 14 日西藏第三批自治
区级非物质文化遗产代表性传承人公示名单和
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Abstract:Ｒas-ba is one kind of typi-
cal and representative Tibetan song and dance art
form． There are various performance forms． The
forms are dominated by dance with bells and
drums， but they also include Khang-gZhas
， Pi-wang Zhabs-Zhro ，
speaking with rhyme，mixture of speaking and
singing，skits，acrobatics，qigong，and so on． It
is often referred to as“Tibetan Gypsy”music and
dance because of its passionate and elegant move-
ments， and unique and characteristic style．
Khang-gsar Ｒas-ba is one of the genre of
Tengchen Ｒas-ba ，which is named after
the first generation artist who comes from Kangsha
Village， Kangsha Town， Luolong Country in
Changdu． Within this typical Ｒas-ba family of
wandering artists，Tashi Chodron is the
last representative artist in the group． Her individ-
ual life history reflects two different situations of
the situation of Ｒas-ba artists，that of artists who
belong an“itinerant group”and those who engage
in “ intangible-heritage performance ”， which
thereby reveals its path of transmission，rules of in-
heritance，internal contradictions and self-adjust-
ment of the Tibetan Ｒas-ba art in the midst of so-
cial transition．
Usually，a Ｒas-ba family is an artist group or-
ganized and maintained by consanguinity and mar-
riage． It is a small scale community，and all artists
of the group come from their own family． Tashi
Chodron claims to be the 7th generation descendant
of the Khang-gsar Ｒas-ba family． Following her
generation，there are 3 people in the 8th generation
who inherited the tradition． To make a living，they
have long wandered in Tibet and the surrounding
areas，and engaged in performing song and dance，
primarily the Ｒas-ba，in order to earn enough for
food and clothing． Normally，the performance of
the Ｒas-ba group does not have a fixed route and
show time，but artists generally choose to perform
during the Tibetan New Year or harvest season．
The performance cycle varies in length，and can be
as short as 6 to 8 months，or up to 3 to 5 years．
From a holistic perspective，the mode of intergen-
erational inheritance is based on the principle of
consanguinity and marriage which ensures the bal-
ance and stability of the distribution of benefits
within the performance group of Ｒas-ba． In this
way they share spiritual and material wealth with
any member created among the group． Thus，their
overall competitiveness is strengthened，and easily
identifiable performing styles and unique technical
skills among different performance groups are
formed． At the same time，the vested interests that
impact on the members of the same group reinforce
the close membership and balance of the group
structure，resulting in a stable organization under
shared appeals in order to gain and promote more
competitive advantage． It objectively promotes both
the inheritance and innovation of Tibetan Ｒas-ba
art within the collective wisdom and competitive in-






The identity of the artist is the specific repre-
sentation of historical memory． In different dimen-
sions of space and time，the personal identity of
the wandering Ｒas-ba artists presents multiple
forms，and as such interprets the identify and ex-
clusion of the current social groups about them． As
the core of the concept of identity，“ego”mani-
fests a strong social nature． Thus the individual is
always within a complex set of social relationships．
The“ego”has formed its unique tendencies of cul-
tural psychology in which the past itinerant experi-
ences of the artists，and their sentiment and com-
prehension for the art not only influences their own
observational expression and interpretation of the
outside world，but also provides the outside world
introspection on the psychological composition of
the artists from their living conditions． In this way，
they can obtain a constantly rewritten and recon-
structed story within their cultural environment．
In terms of the nomenclature of the Ｒas-ba
artists group，Khang-gsar Ｒas-ba，also known as
“Dung-lo Ｒas-ba” ， is named after
“Dung-lo” ，who is the father of Tashi Cho-
dron and the core inheritor within the 6th generation
of Ｒas-ba family． According to an introduction by
Tashi Chodron，the name “Khang-gsar Ｒas-ba”
was used in the 50s and 60s of the 20th century
when her parents moved to Kangsha Village Lu-
olong County during Tibetan Democratic Ｒeform．
Previously，her family had been called themselves
“Dung -lo”． To the 7th generation of Tashi Cho-
dron，their artist group was named after the core
transmitter rGayl-rnal ，known as “rGayl-
rnal Ｒas-ba” ． Thus，it could be inferred
that the 4th and 5th generations of Ｒas-ba artists
group，to a large extent，would have been named
after the core transmitters within their group，
namely“dGar-vdul Ｒas-ba” and“Gon-
bo Ｒas-ba” ． As can be seen，on an inter-
generational basis， the names of Ｒas-ba groups
changes with the replacement of the core“inheri-
tor”of Ｒas-ba artists family． Comparatively，there
is no doubt that“Khang-gsar”is an appellation
which appeared later，and even could be consid-
ered a geo-classification based upon the different
places to which the same art types spread for the
purpose of the protection of intangible cultural her-
itage． For the wandering artists among a Ｒas-ba
group，it is obvious that their personal identity
cannot be constructed through a vague indigenous
identity，but rather through a close，clear and con-
trolled kinship，using kinship terms to identify in-
dividual relationships within the group of Ｒas-ba
artists． For other individuals and groups other than
this group，they express identity through the family
name that is the core member of Ｒas-ba group．
Moreover，as a characterization of the specific
society，the artist’s self-identity undertakes the
meaning，expectation and performance associated
with his or her social role． During this process，the
artist’s self-expression might change with the
transformation of the social form，the adjustment of
economic structure and the transfer of the power dis-
course． Similarly，the self-identity of Ｒas-ba artists is
also illustrated and deconstructed within a recognized
history via social subjects． From folk skills to stage
art，from itinerant artists to the inheritors of intangi-
ble cultural heritage，their self-identity presents dis-
tinctive forms in social changes． The primary identity
of Ｒas-ba artist is no longer a holistic self-construc-
tion，but is more and more one which shows a di-
verse，complex and multi-level trend．
At present，Tibetan Ｒas-ba art is infiltrating
the daily life space of the public with a kind of
consciousness． On the one hand，the integration of
the living space and the performing space within
the context of stage art breaks through the identity
barriers between itinerant artists and members of
society，thereby strengthening the recognition and
self-identify of the artists and the audience;On the
one hand，the transformation of the performing sit-
uations and artist identities enables others，who
formerly were excluded from participating because
of the bloodline of family，to participate actively．





In this way path of inheritance of the Tibetan Ｒas-
ba art was expanded and the base of its target audi-
ences increased． Therefore，participation gradually
replaced the“gaze”when the stage，as the core
performance space，changed the fundamental pur-
pose of traditional Ｒas-ba art for making a living．
Since its listing as intangible cultural heritage
in 2014，the inheritance of Ｒas-ba art and the pro-
tection of Ｒas-ba artists has gradually risen to the
will of the state，and has become the dominant
means of powerful stratum． The involvement of art-
ists， government agencies， art groups， institu-
tions，stage art，tourism and other social roles has
brought a double challenge，both in cultural psy-
chology and economic demands，to the contempo-
rary transmission of Ｒas-ba． Within this context，
constructing the path of transmission and innova-
tion mechanisms of the Tibetan Ｒas-ba tradition，
not only should actively guide two kinds of forces
that the identity certification of representative de-
scendants and support mechanisms led by govern-
ment agencies，and apprentice training and em-
ployment programs leading by folk artists;but also
give full play to third party forces with professional
theoretical reserves，such as artists，experts and
scholars who participate in the understanding and
practice of Tibetan Ｒas-ba art via stage creation，
university teaching and academic research．
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